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By Marv Goldberg & Mike Redmond 


Based on interviews with Buddy McRae & Jimmy Keyes 


The summer of 1954 was a 
transitional period for Rhythm 
& Blues. The major record com- 
panies were recognizing the 
commercial potential of songs 
recorded by R&B artists and 
stepped up the coverage of 
unique songs. Some of these 
were: SH-BOOM by The Chords - 
covered by The Crew Cuts; OH 
WHAT A DREAM by Ruth Brown - 
covered by Patti Page; and SHAKE 
RATTLE AND ROLL by Joe Turner - 
covered by Bill Haley. 

The R&B influence was begin- 
ning to infiltrate the “Top 40" 
charts. But an interesting 
phenomonon was appearing : 
attention was being given to the 
original artists. In fact, SH- 
BOOM was a landmark tune in the 
popularization of the R&B sound. 
Prior to it, SIXTY MINUTE MAN 
and CRYING IN THE CHAPEL made 
the Billboard pop charts, but 
SH-BOOM was indicative of a 
trend. (The Chords' original 
hit the Billboard charts on June 
23, 1954 and remained for four- 
teen weeks - The Crew Cuts' 
version reached the charts a 
week later, went to number one, 
and lasted twenty weeks.). 

After SH-BOOM, other RSB 
vocal group records such as DEAR 
ONE, PLEASE REMEMBER MY HEART 
and MY DEAR, MY DARLING began to 
emerge from underground and took 
the place of Joni James and Tony 
Bennett records in juke boxes in 
the New York area. 

The Chords' version created a 
sensation at the time - or, dis- 
turbance might be more like it. 
Certain pop disc jockeys and 
major record company executives, 
feeling that a trend was devel- 
Oping, began a campaign to 
disparage the R&B sound. They 
characterized the words to songs 


as "leer-ics" (the lyrical 
content of certain songs was 
rather suggestive for the 


period) and commented on the 
poor quality of the performances. 
Stan Freberg even did a parody 
of the songs admonishing the 
singers to “mumble” since he 
could almost understand the 
words. 

But R&B's time had arrived! 
And, despite the campaign, the 
evolution to Rock and Roll revo- 
lutionized the music industry. 
The place of SH-BOOM is such in 
the revolution, that some 
historians call it "the first 
Rock & Roll record." 

The Bronx-based Chords, who 
created the song that became 
virtually the national anthem of 
Rock and Roll, began around 1951 
with three groups "battling" it 
out: Buddy McRae's Keynotes, 
Jimmy Keyes' 4 Notes and The 
Feaster Brothers' Tunetoppers. 

A synthesis gradually took 


place and the three groups 
merged into one. By the time 
things had stabilized, the 


members were: Carl Feaster (lead 
tenor), Jimmy Keyes (lst tenor), 
Floyd "Buddy" McRae (2nd tenor), 
Claude Feaster (baritone), Wil- 
liam "Ricky" Edwards (bass) and 


Rupert Branker (piano). They 
originally used the name "Key- 
notes," but took over "Chords" 


from a group that Ricky had been 
in. At the time most of the 
members were in their early 20's. 

In 1954 they were introduced 
to Oscar Cohen of Associated 
Booking, who brought them to the 
attention of Jerry Wexler and 
Ahmet Ertegun of Atlantic 
Records. Atlantic was searching 
for a group to cover Patti Page's 
smash of CROSS OVER THE BRIDGE, 
This was right up The Chords' 


alley, since they practiced 
mostly pop material (LET'S FALL 
IN LOVE, SWAY, BLUE MOON, etc.) 
and their favorite group was The 
4 Freshmen. 

Atlantic was very receptive 
to The Chords' version of CROSS 
OVER THE BRIDGE, but didn't like 
their original material (such as 
SH-BOOM) , SH-BOOM was grudgingly 
put on the record as the “B" 
side. When the record had been 
out for about a month, rumors 
began to circulate that a Calif- 
ornia DJ, Huggy Boy,had flipped 
it over and flipped out com- 
pletely. Consequently, there 
were orders pouring in from all 
over California and the side 
they were clamoring for wasn't 
Atlantic's prized CROSS OVER THE 
BRIDGE, but the barely-tolerated 
SH-BOOM, Atlantic management, 
too shrewd to fight success, 
stopped pressing CROSS OVER THE 
BRIDGE and continued releasing 
SH-BOOM with a new flip, LITTLE 
MAIDEN, It was their intent to 
separate the hits and re-release 
CROSS OVER THE BRIDGE at a later 
date. Strangely, they never did. 

The Chords took all this in 
stride. After all, they always 
knew SH-BOOM would bea hit. 
They were undaunted when Bobby 
Robinson refused to record it. 
(They had auditioned for him 
first, while he was sick in bed. 
He said it wasn't commercial 
enough. Every time Buddy meets 
him today, Robinson always 
laments "Why didn't you talk me 
into it?) 

Atlantic, fearing it didn't 
have the distribution to handle 
SH-BOOM, made deals with other 
companies (most notably Mercury, 
which released The Crew Cuts' 
version) for covers. The Chords' 
version reached number three on 
the R&B charts and was on the 
charts for a dozen weeks, ranking 
it number 15 for the year 1954 
in Billboard's Top RnB sellers. 
One interesting by-product: some 
new words were added, and The 
Chords used SH-BOOM as a promo- 
tional song for Robert Wagner's 


election campaign (for mayor of 
New York City). 

Unfortunately, there was 
another Chords group around, one 
of Lillian Claiborne's roster of 
artists. (They recorded IN THE 
WOODS on Gem.) The resulting 
legal actions forced the Atlan- 
tic group to change its name, 
first to The Chordcats and then, 
because they didn't like that 
name, to The Sh-Booms. This 
produced something of an identity 
crisis which wasn't helped by 
the fact that manager Lou Kref- 
etz always had more time for The 
Clovers than for the Sh-Booms. 

When they left Atlantic, 
Rupert Branker became the 
pianist for The Platters. Buddy 
was replaced by baritone Arthur 
Dix and Ricky by Joe "Ditto" 
Dias. Ditto had been an on and 
off member of the grou previ- 
ously (before Pecoraiaan and had 
been with Dean Barlow in The 
Crickets and The Bachelors. 
Another singer who hung around 
with The Chords was Bobby Spen- 
cer, but he only appeared with 
them once at Chubby's in Camden, 
New Jersey, replacing Claude 
for a week. 

The Chords traveled exten- 
sively, doing shows in Boston, 
California, Texas and Washington 
DSc. They played the Apollo 
several times, but not many 
other East Coast circuit theat- 
ers. In 1954, riding high with 
SH-BOOM, they appeared on The 
Colgate Comedy Hour with Miss 
Universe, Kaye Ballard, Willie 
Mays, and Peter Graves. This 
makes them possibly the first 
Rhythm and Blues group to appear 
on Coast-to-Coast television. 
They sang SAY HEY, WILLIE with 
Willie Mays. 

After the Vik recording (Carl 
Feaster, Claude Feaster, Jimmy 
Keyes, Arthur Dix, Joe Dias),the 
group broke up. (Some of the 
members recorded MORE MORE MORE 
for Roulette under the name 
Lionel Thorpe. Thorpe was actu- 
ally Carl Feaster.) In 1961 all 
the originals got back together 


again (except for Rupert) and tenor), Arthur Dix(baritone) and 


recorded BLUE MOON for Atlantic Demetrius Clare (bass). This 
to compete with The Marcels' group recorded SH-BOOM on Rae- 
version. This was the way they'd Cox and BABY I GOT IT on Mercury. 
started seven years before! They also did a couple of Shae- 
In the mid-60's, Jimmy Keyes fer Beer commercials and 
formed The Popular 5: Warren appeared at The Shaefer Festival 
Wilson (lead), Jimmy Keyes (1st in New York's Central Parks 


tenor), Jessie Huddleston (lst 


CHORDS DISCOGRAPHY 


CAT (SUBSIDIARY OF ATLANTIC) 
104 SH-BOOM(CF)/CROSS OVER THE BRIDGE(CLF) (CHORDS) 4/54 
(IN JUNE 1954 SH-BOOM WAS RE-PRESSED WITH LITTLE MAIDEN (CF) 
AS THE FLIP) 


109 ZIPPITY ZUM(CF)/BLESS YOU(CF) (CHORDS ) 9/54 
112 A GIRL TO LOVE(CF)/HOLD ME BABY(CF) (CHORDCATS ) 1955 
117. COULD IT BE(CF)/PRETTY WILD (CF) (SH-BOOMS ) 10/55 


VIK (SUBSIDIARY OF RCA VICTOR) 
0295 LULU(CF)/I DON'T WANT TO SET THE WORLD ON FIRE (JD) (SH-BOOMS) 1957 


ROULETTE (AS LIONEL THORPE) 
MORE MORE MORE/LOVER LOVER LOVER 


ATLANTIC 

2074 BLUE MOON (CF) /SHORT SKIRTS (CF/WE) (SH-BOOMS ) 1961 
ATCO 

6213 SH-BOOM/LITTLE MAIDEN (REISSUE) 1961 


LEADS: CF=' CARL FEASTER; CLF=CLAUDE FEASTER; JD=JOE DIAS; 
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THE 4 VAGABONDS 


By Rick Whitesell, 


Pete Grendysa & George Moonoogian 


Interviews with John Jordan and Norval Taborn by Marv Goldberg 


Musicians and the music they create can 
inspire emotional debates among listeners and 
fans over which type of sound is best, who is 
the superior artist, etc. Now and then, 
however, a single artist or group projects a 
sound which is popular with an impressive 
cross-section of audiophil During the 
1960's, for instance, Simon and Garfunkel had 
a sound which was generally liked and res- 
pected by virtually everyone. Extending this 
analogy to the realm of vocal group harmony, 
it is safe to say that there area few 
groups which are able to cross the 

Of RSB/R&R/"doo-wopp"/pre-Orioles 
styles and receive a positive nod of the head 
from most collectors. One group which seems to 
fit into this category is The Four Vagabonds. 


NN: OF A CA 


At the present time, two of the group's 
members are residing in Chicago - lead singer 
John Jordan and baritone Norval Taborn. Their 
story goes back to 1933 when they were singing 
with a forgotten bass and tenor in Vashon High 
in St. Louis. Soon after this first taste of 
group harmony, Taborn located first tenor 
Robert O'Neal and Jordan recruited bass and 
guitarist Ray Grant, Jr. Following the first 
Yehearsal session for this newly-organized 
quartet, Jordan recalls that the foursome knew 
they had a good thing going, even though they 
were only singing glee club songs at this time. 
After only three weeks of singing together, 
The Four Vagabonds were broadcasting their own 
show over WEW, the University of St. Louis 
radio station. It was during this four-month 
stint that the Vashon High glee club was 
broken down into quartets for a school contest. 
Although The Four Vagabonds were by far the 
most popular entry, the judges awarded first 
Place to another group, pointing out that the 
quartet's following and radio gig indicated 
that they were likely to stick together anymy. 
The judges were certainly correct on that 
score, 

An audition for WIL (St. Louis) netted the 
group a Sunday show from 5:30 - 6 P.M., spon- 
sored by the Missouri Insurance Co. Besides 
the weekly pay of $25.00, the quartet gained 
invaluable experience and developed their 
harmony patterns,which were usually engineered 
by Norval Taborn who had a flair for blending 
voic During this 24 year period, The Four 
Vagabonds also did a network show on KSD (St. 
Louis), when they were called on to replace 
The Mills Brothers. This major break for The 
Vagabonds may very well have been due to the 
illness which ultimately took the life of John 
Mills, Jr. in January 1936, and nearly termin- 
ated The Mills Brothers' career for good. This 
is ironic, since The Four Vagabonds were so 
heavily influenced by the sound of The Mills 


Brothers. 
IMPORTANCE OF RADIO 


During the early 1930's, The Mills Brothers 
were propelled to iate stardom by the new 
medium of radio. The Piqua, Ohio quartet was 
the first black vocal group to achieve nation- 
wide fame, mainly as a result of their ability 
to imitate the sound of musical instruments 


7 


with their voices and cupped hands. The Four 
Vagabonds were heavily influenced by them (for 
they also did the pseudo-instrumental effects), 
as well as by the wave of other groups which 
followed during the 30 The Three Keys, 
Charioteers, Three Sharps and A Flat, Ink 
Spots, Deep River Boys, and others. More 
noticeably,The Four Vagabonds developed their 
own unique brand of harmony from singing to- 
gether constantly. 

Popularity did not come for the quartet 
because of records - they did not have a 
session until several years later - but through 
radio. 

In February 1936, a black radio personality 
named Joseph Richardson Jones brought The Four 
Vagabonds to Chicago after he'd heard them on 
St. Louis Stations. They filled the void 
created by the departure of The Three Sharps 
and A Plat when that group joined Duke Elling- 
ton's tour. At this time, the services of 
arranger Spencer Odom were also employed. None 
of the quartet could read music at this point, 
so Odom played various arrangements on the 
piano until the group memorized them. Odom 
never appeared on any of The Four Vagabonds* 
recordings, but did stay on until 1943, when 
he left to join the spiritual-singing Souther- 
naires. He was replaced by Bill Sanford. 

Once in Chicago, The Four Vagabonds landed 
a berth on Don McNeil's Breakfast Club, heard 
daily on the Blue Network. NBC owned both the 
Red and Blue Networks until 1941, when an 
anti-trust court decision required them to 
dispose of one of them. The Red Network became 
known as NBC, while the Blue Net was sold and 
rechristened ABC. Anyway, from 1936 to 1946, 
the group appeared three times per week on the 
“Breakfast Club,” to sing two pop tunes and 
one spiritual on each show. 

Around 1938, they began appearing daily on 
the “Club Matinee" at 4 P.M. Hosted by Durwood 
Kirby, Gary Moore, and Ransom Sherman, this 
program was also heard over the Blue Network. 
Until 1945, The Four Vagabonds not only sang 
but had their own comedy lines written into 
the script. Each member had a nickname on the 

Ray was “Cyclone,” Norval was "Con- 
Bob was “Security,” and John was 


"Aloysius." 

The two Blue Network shows provided a 
source of regular exposure, which was augment- 
ed by appearances elsewhere. In 1938, they 
did a 13-week “minstrel show" with Amos 'n 


Andy. They later appeared on ABC's "Tin Pan 
Alley Of The Air“ and on the "Curt Massey 
Show." They also had a 13-week gig on the 


airwaves with Danny Thomas in 1943 from the 
Great Lakes Naval Training Station. During 
the 1945-46 season, they did the "Chesterfield 
Supper Club" show with Perry Como, sed in 
New York; and they frequently guested on the 
15-minute Nat "King" Cole program. The Four 
Vagabonds repeatedly made their way into mil- 
lions of American homes through the medium of 
radio, and even sang commercial messages. 
include an Atlas Prager beer spot 

which was recorded in 1939 and used until 1950, 
and promotional messages for Uncle Ben's Rice 
during the 1940 
Some events in the music industry, which 
read like alphabet soup, affected The Four 
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THE 4 VAGABONDS 


Vagabonds' radio work. In 1939, the National 
Association of Broadcasters formed BMI to 
combat the high rates being charged by ASCAP 
for the right to play ASCAP-published tunes on 
the airwaves. As a reaction to the new compe- 
tition from BMI, ASCAP announced that it would 
double its royalty rates in 1940. NAB, 
representing the nation's radio stations, 
struck back by boycotting all ASCAP tunes 
until ASCAP ultimately surrendered in 1941. 
During the BMI-ASCAP war, The Four Vagabonds 
had to abandon their theme song, the ASCAP- 
published ST. LOUIS BLUES. Fortunately, they 
were able to substitute an original composition 
entitled THE VAGABOND DRAG, which was 
registered with BMI and, therefore, acceptable 
for broadcast. Record collectors will notice, 
incidentally, that the predominant number of 
R&B selections have consistently been regis- 
tered with BMI. 
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The Four Vagabonds' had built up a real 
following. They had fan clubs in Chicago, New 
York, Cleveland, Detroit, Baltimore, and 
Atlantic City. Clubs they appeared in during 
their career include McBan's in Buffalo, 
Detroit's Circle Club, Club Niagara in Denver, 
Billy Bird's in Los Angeles, Nick's Show Club 
in Wilkes-Barre, Pa., and both the Plantation 
and Club Riviera in St. Louis. Among the 
theaters where the well-travelled foursome 
appeared are the Fox in St. Louis,the Paradise 
in Atlantic City, and The Regal, Oriental, and 
Southtown - all located in the Windy City of 
Chicago. 

They arranged 90% of their music, and by 
1942 they had a staggering repertoire of 1500 
tunes to which all new hits were added as a 
matter of course. Songs premiered by The Four 
Vagabonds on the airwaves included THIS CAN'T 
BE LOVE, DON'T GET AROUND MUCH ANYMORE, DON'T 
TAKE YOUR LOVE FROM ME, WHEN THE LIGHTS GO ON 
AGAIN ALL OVER THE WORLD, SERENADE OF THE 
BELLS, EASY STREET, MY HEART TELLS ME and IT 
ALL COMES BACK TO ME NOW. Their photos also 
appear on sheet music for THIS CAN'T BE LOVE 
and GOLD MINE IN THE SKY. In the late 30's, 
the group also did some experimental televis- 
ion shows free of charge for a Zenith-built 
station with a range of approximately fifty 
nile: It was not destined to be their final 
encounter with the burgeoning medium, 

In considering their career, it should be 
remembered that unlike The Ink Spots or Mills 
Brothers, who made their income primarily 
through record sales and live appearances, The 
Four Vagabeodal: were radio personalitiss above 
alle 


RECORDING CAREER 


In 1941, RCA Victor's Bluebird subsidiary 
approached the quartet after having heard them 
ona radio show. Never under contract, the 
Four Vagabonds were paid a flat rate of $3000 
for each of their four sessions for Victor,and 
they also relinquished all royalties. NBC was 
in charge of managing the group. 

All sessions took place in Chicago, and 
their first was on December 17, 1941. SLOW 
Aq EASY b/w THE DUKE OF DUBUQUE (Bluebird 
11519) was their first record release, and it 
featured the simulated instrumental effects a 
la Mills Brothers. Norval Taborn was the 
"Jordan and O'Neal made convincing 
"trombones" and Ray Grant was, of course, the 
fiddle." 

John Jordan recalls that the most popular 
discs cut by the group were the patriotic war 


tunes, and the first of these were cut on 
their January 15, 1943 session. The quartet 
went to the studio with two other songs r 
hearsed, but at the last moment, the compo: 
efused to sign a re Bluebird officials 
gave them ROSIE THE RIVETER and ROSE-ANN OF 
CHARING CROSS and told the group that if they 
liked the tunes, a new session date would be 
arranged. The versatile group looked the 
songs over, fooled with them for a half hour, 
and then informed Bluebird that another hour 
of practice was all the time they needed. They 
went on to cut them both in only one take 
apiece. 

A crisis in the recording industry made the 
talents of The Four Vagabonds more desirable 
to RCA than ever. 8 C. Petrillo was a 
union leader in Chicago for many years prior 
to becoming President of the American Feder: 
tion of Musicians in 1940. Before he retired 
in 1958, he called two strikes concerning 
musicians’ wages which crippled the music 
industry. The first “Petrillo Ban," which 
prevented all union musicians from playing 
their instruments at recording session 
lasted from August 1, 1942 to November 11, 
1944. Record companies jammed their studios 
with artists in order to cut as many masters 
as possible before the ban took effect, and 
these were released during the ban. This ex- 
plains, for instance, why The Mills Brothers 
cut no discs from 1942 until late 1944. The 
effect of the strike was minimal upon The Four 
Vagabonds, who imitated the instruments they 
needed anyway. However, on discs such as TEN 
LITTLE SOLDIERS, the group had to substitute a 
ukelele, which the AFM didn't consider to be a 
serious instrument, for the usual guitar 
accompaniment . 

The Bluebird releases, and the single 
Victor disc, show the talent of the group not 
only at reading romantic ballads, but also the 
up-tempo tunes designed to inspire the slug- 
gish workers on the war-oriented assembly 
line: They also sang the quasi-spiritual, 
COMIN' IN ON A WING AND A PRAYER. Despite the 
popularity of these recordings, however, a 
post-war slump in the recording industry 
caused The Four Vagabonds to leave Victor to 
record for the fledgling Mercury firm in 
Chicago. Jordan says that one regret at 
leaving Victor was that their discs were pro- 
moted far more efficiently than at any of the 
subsequent labels. 

Their Mercury sides got nowhere fast, and 
new manager Mort Davis got them a contract to 
record for the Apollo label in New York. On 
the session which produced DO YOU KNOW WHAT IT 
MEANS TO MISS NEW ORLEANS (Apollo 1039), John 
Jordan showed up hoarse. The producer procured 
a bottle of scotch, and while this succeeded 
in restoring Jordan's voice, he has no further 
recollection of the particulars of the session! 
Apollo was dismal far as promotion of the 
group's discs was concerned, as illustrated by 
the fact that the only time Jordan even heard 
his classic P.S. I LOVE YOU was on a jukebox. 
As for the Atlas release (#111),Jordan recalls 
having cut the sides for Apollo in New York, 
so they were apparently leased or sold by 
Jordan sang lead on all the 
with the exception of OH WHAT A 
POLKA, on which Norval Taborn did lead chores. 


BREAK UP OF A G! OUP 


The Four Vagabonds continued traveling, 
playing the "845" in Brooklyn, Atlantic City’ 
Nomad Club, The Cove and Palumbo's in Phili 
delphia, and New York's Cafe Society .and 
Zanzibar Club. In 1945, Ray Grant began to go 


blind and was totally so by the year's end. sides on National and Columbia (he passed away 
Undaunted, the quartet rehearsed their entran- on November 11, 1975). Frank Houston was his 
ces and departures from the stages they played replacement. 
and the audiences never knew of the guitarist's After six months on the Johnny Desmond Show, 
handicap. the group disbanded in 1952. Primarily radio 

Chicago was always a hotbed for RsB music, entertaine: The Four Vagabonds were among 
and on April 1, 1949, WENR-TV telecast the the many casualties of the onslaught of tele- 
first all-black show ever, The program, vision's attack upon radio markets. Very few 
entitled “Happy Pappy." was emceed by Grant, black vocal groups were able to achieve sucess 
and The Four Vagabonds provided musical on the small screen, the notable exception 
backing on the show, which had all-black s being The Billy Williams Quartet. It is ironic 
and studio audiences. Also in 1949, Ray Grant to note that The Four Vagabonds' career start- 
was replaced by the aforementioned arranger ed at the time black vocal groups started to 
Bill Sanford, who took over at bass and guitar achieve popularity in America, and ended just 
and is heard on their last recording for as the vocal group explosion of the Rock and 
Miracle (#141). The only thing Jordan recalls Roll era was starting with help from promoters 
about Miracle is the dumpy Chicago studi such as Alan Freed. 
they had. The disc was released in November Even with their rather mild success or lack 
of 1949, but achieved no commerical succe: of it, on records it cannot be denied that The 

Bill Sanford left the quartet in mid-1950 Four Vagabonds were a key group in the long 
to become an arranger for many of The Ravens’ parade of recorded black harmonys 

4 VAGABONDS DISCOGRAPHY 
ALL LEADS BY JOHN JORDAN (EXCEPT OH WHAT A POLKA - NORVAL TABORN) 

11519 SLOW AND EASY/THE DUKE OF DUBUQUE (BOTH RECORDED 12/17/41) 4/42 
30-0810 I HAD THE CRAZIEST DREAM/ROSIE, THE RIVETER (BOTH RECORDED 1/15/43) 1943 
30-0811 ROSE ANN OF CHARING CROSS/TEN LITTLE SOLDIERS (ON A TEN DAY LEAVE) oe oo 

5/43, 1943 

30-0815 COMIN’ IN ON A WING AND A PRAYER/IT CAN'T BE WRONG (BOTH RECORDED 5/26/43) 1943 
UNRELEASED: MY HEART RAN AWAY WITH MY HEAD/ONE BROKEN HEART FOR SALE (FROM 12/17/41 SESSION) 

y: 
20-1677 A G.I. WISH/IF I WERE YOU (BOTH RECORDED 5/12/45) 6/45 

sa 

2050 TAKING MY CHANCE WITH YOU/WHEN THE OLD GANG'S BACK ON THE CORNER EARLY 1946 
FN 

1030 HOE CAKE, HOMINY AND SASSAFRAS TEA/KENTUCKY BABE 1947 

1039 DO YOU KNOW WHAT IT MEANS TO MISS NEW ORLEANS/THE PLEASURE'S ALL MINE 

1055 DREAMS ARE A DIME A DOZEN/I WONDER WHO'S KISSING HER NOW 

1057 P.S. I LOVE YOU/THE FRECKLE SONG 

1060 ASK ANYONE WHO KNOWS/OH MY ACHIN' HEART 

1075 CHOO-CHOO/LAZY COUNTRY SIDE : 1947 

1076 THE GANG THAT SANG HEART OF MY HEART/THAT OLD GANG OF MINE 1947 
ATLAS 

111 1 CAN'T MAKE UP My MIND/OH, WHAT A POLKA 
MIRACLE 

141 SO HARD TO GO THROUGH LIFE ALONE/MY HEART CRIES 11/49 
LLOYDS (APOLLO SUBSIDIARY) 

102 P.S. I LOVE YOU/LAZY COUNTRY SIDE 8/53 


NOTES: THE LLOYDS ISSUE WAS A REISSUE OF APOLLO MASTERS. “P.S. I LOVE YOU" WAS APPARENTLY RERE- 
LEASED IN RESPONSE TO THE POPULARITY OF THE HILLTOPPERS' VERSION IN THE SECOND HALF OF 
1953...THE GROUP NEVER CUT UNDER ANY OTHER NAMES, AND WERE NOT THE STRIDERS...THEY DID DO 
BACK-UP FOR FRAN ("KUKLA, FRAN, AND OLLIE") ALLISON'S NIECE, WHO SANG WITH BUDDY GRECO. 
ANOTHER RECORDING WHICH MUST BE MENTIONED IS "I GUESS I'M A FOOL” BY MEMPHIS SLIM AND THE 
VAGABONDS (PREMIUM 850). THIS 1950 RECORDING WAS NOT BY THE FOUR VAGABONDS, BUT DOES HAVE 
RAY GRANT FEATURED WITH A STUDIO GROUP BACKING UP MEMPHIS SLIM. THE NAME “VAGABONDS" WAS 
NOT GRANT'S IDEA, BUT LEE EGALNICK'S (OWNER OF PREMIUM AND FORMER OWNER OF MIRACLE). GRANT 
DIED SOON AFTER THIS. 


ew oo 


JUST OUT!!! YOU READ ABOUT THEM IN OUR LAST ISSUE, NOW YOU CAN HEAR VIRTUALLY THE ENTIRE BLUEBIRD CATS AND THE FIDDLE 
‘CATALOG. RCA HAS JUST RELEASED A DOUBLE ALBUM CONTAINING 32 OF THE GROUP'S 42 BLUEBIRD SIDES. THE BEAUTIFULLY PACKAG- 
ED SET WAS PRESSED ON THE OLD BLUEBIRD LABEL. THROW AWAY THOSE SCRATCHY 78's - THE ALBIM WAS MASTERED AS ONLY RCA CAN 
DO IT (IN LIVING MONO), FIND OUT WHAT 30's JIVE WAS ALL ABOUT; FIND OUT WHAT A TIPPLE SOUNDS LIKE; FIND OUT WHY TINY 
GRIMES IS A FAVORITE OF JAZZ BUFFS. ALBUM NOTES ARE GENERALLY GOOD WITH ONLY ONE PUZZLE - CHUCK BARKSDALE IS LISTED 
AS PLAYING WITH SEVERAL GROUPS UNTIL THE LATE SIXTIES. AUSTIN POWELL STILL MAINTAINS THAT BARKSDALE DIED IN 1941, BUT 
THE ALBUM'S PRODUCER, FRANK DRIGGS, HAS 1942 COLEMAN HAWKINS SESSION INFO WHICH LISTS A BASSIST NAMED CHUCK BARKSDALE. 
RCA EVEN CAME UP WITH SOMEONE WE MISSED - CLAUDE "FIDDLER" WILLIAMS, VIOLINIST AND GUITAR, AS A POST-BLUEBIRD MEMBER. 
GET OUT THERE AND SNAP THIS ONE UP, IT'S CALLED "THE CATS AND THE FIDDLE ~ I MISS YOU SO" (BLUEBIRD AXM2-5531)AND WILL 
SET YOU BACK A MERE $6.00, IF YOU LIKE IT, DROP RCA A LINE. WHO KNOWS WHAT MIGHT RESULT? WITH ENOUGH SUPPORT, RCA 
MIGHT GET THE IDEA THAT WE'D LIKE TO SEE A 4 VAGABONDS’ ALBIM, 
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(Reather talks of her early 
days with The Bobbettes and what 
it was like on the road with a 
girl group in the 50's.) 


In 1957 we were five busy 
little girls. The times I remem- 
ber most are the tours, where 
all we did was what was called 
then, and is still called, one 
night stands. 

That was when about 16 top 
recording artists were booked on 
the same show, and most of them, 
including the headliners, trav- 
elled on the same bus. We went 
from state to state, sometimes 
two or three states in one day. 
We never got a chance to do too 
much sightseeing, but on one of 
those tours we would get to at 
least 40 states in a couple of 
months. 

It was fun on the bus; we'd 
talk and laugh and pull pranks 
on one another. Some times, when 
we were late, we'd have to dress 
for the show on the bus, since 
we didn't have time to get a 
hotel and wash up. Was that a 
crazy scene!: everyone trying to 


dress and put on make-up on the 
bus and The Bobbettes being 
young and new in the business 


trying to hide each other with 
our coats. 

We were 
on most of 
There were 


the only girls' group 
the tours we went on. 
single female singers 
such as Ruth Brown and LaVern 
Baker, who taught us everything 
we know about make-up and what 
to wear on stage. Having a male 
Manager, we didn't know too much 
about that at first. 

We went to every state with 
the exception of Alaska, where 
we didn't want to go anyway. We 
worked with so many people, some 
of whom, I'm very proud to say 
are still at it today, such as: 
Gladys Knight & The Pips, The 


% Maisie: 


Voy Jé Vas 
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By Reather Dixon Turner 


Dells, Little Anthony & The Im- 
perials,Ray Charles, Fats Domino 
and many, many more. 

We were like everyone's Little 
Sisters and were well taken care 
of. We'd be working with one 
headliner, such as Clyde McPhat- 
ter, and when we left that show 
to go to another, he'd tell the 
next headliner such as Sam Cooke 
or Jackie Wilson to take care of 


his Little Girls. And they 
would. They'd take time to take 
us out to dinner or if we had a 
problem, the older vets were 


always there and willing to help. 
We worked with and learned from 
everyone we met. 

We went to a correspondence 
school. When we were home we'd 
attend,and when we were working, 
we'd do our schoolwork and mail 
it if. The name of the school 
was The Professional School For 
Children in New York City on 
60th Street and Columbus Avenue. 


Many other child entertainers 
such as The Chantels, Frankie 
Lymon & The Teenagers, Josh 


White Jr. and Leslie Uggams also 
attended this school with us. 

Being a Black Girls' group 
was pretty tough in some situa- 
tions in those days. When we 
were on tours and we'd stop for 
something to eat, the White 
groups would go into the rest- 
aurant and the Black entertainers 
would remain on the bus. We'd 
give them our orders and they'd 
bring us back whatever we 
ordered. 

When we got to a state, we'd 
drop the White entertainers off 


in one part of town, then the 
Black groups would be driven to 
another part of town (known as 


the "Black Section"). 

The White entertainers were 
never prejudiced toward us. On 
those tours everyone was like 
one big happy family, and the 


saddest part was when a show was 
over and everyone had to separ- 
ate. There'd be tears and hugs 
and kisses all over the place. 
I always felt like I was losing 
my best friends. Even now, when 
we work with someone and it's 
time to move on, it's still very 
sad because you never know if 
you'll see them again. 

We have been singing together 
with the same four girls for 20 


years, and we will remain to- 
gether for another 20, until we 
are old and gray - with one 
thing in our minds: that is to 
get one more (at least one more) 
gold record on the top. 

We have been and are still 
loyal to ourselves and our 
public and will remain so until 


it happens again for usm 


ee a 
GOLDEN GROOVES RECORDS 


NOW ANNOUNCING 


CUSTOM CASSETTE TAPING 
FORK KR kk a a RR RR RR RK 


Any 20 records of your choice, 
Specializing in 50's & 60's 
R&R and R&B 

(List alternate songs.) 
Only $5.00 plus 50¢ P&H 
(MONEY ORDERS ONLY MADE PAYABLE 
TO: TONY D'ANGELO) 
GOLDEN GROOVES RECORDS 
P. O. BOX 79 


East Elmhurst, New York 11369 
(or call (212)932-4704 (eves.) 
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SOMETHING TO Ti 
PIRST RIGHT ANSWE 
PUZZLE, YESTERDAY 


S, CHECKERS & RED CAPS, BUT 
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24. JAY, PIRST BROWN, THEN 
26, BOOGIE WOOGIE : KNIGHI u 


a mean old man’s world 


By Mike Redmond 


The Rhythm and Blues field 
during the 1940's and 1950's was 
never a viable medium for many 
women. As an industry, R&B was 
dominated by men as artists, 
producers, agents and record 
company owners. The hard-driving 
force of the music, the rigors 
of life on the road and, possi- 
bly, the lyrical content of much 
R&B material was just not 
conducive to spawning the car- 
eers of many women, either as 
single artists or in vocal 
groups. 

To be sure, there were cer- 
tain women who made a significant 
contribution to Rhythm and Blues 
including Savannah Churchill, 
and the very popular Ruth Brown 
and LaVerne Baker as artists 
(although they were often backed 
by male vocal groups). Deborah 
Chessler (Orioles), Rita Don 
(Blenders), Lillian Claiborne 
(Cap-Tans, Heartbreakers) and 
Rose Marks (Dominoes) as song- 
writers and managers of male 
vocal groups; Vivian Carter (Vee 
Jay) and Bea Caslon (Hull) as 
record company owners; and the 
often overlooked Zell Sanders 
who was a songwriter, producer 
and record company owner (Ms. 
Sanders was the artistic force 
behind The Hearts, Jaynettes, 
Johnnie & Joe and others). 

But overall, R&B was essen- 
tially a male dominated art form. 
This becomes strikingly clear 
when it's compared to the pop 
music scene during the same 
period. From the later 1940's 
throughout the 1950's, Patti 
Page, Jo Stafford, Kay Starr, 
Joni James, The Andrews Sisters, 
et al, sold tens of millions of 
records and were well represented 
on the pop charts. 

In the later 1950's through 
early 60's, Connie Francis found 
the formula for success and 
placed 55 records on the charts. 

Although female vocal groups 
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never had a widespread impact on 
Rhythm and Blues, there was an 
explosion in popularity of fem 
groups in the early 1960's which 
lasted throughout the decade. Of 
course, the Phillies label was 
at the forefront with The Ron- 
nettes and Crystals The 
Shirelles (who started in 1958 
and had an excellent R&B-oriented 
side called MY LOVE IS A CHARM) 
had over two dozen hits during 
the 1960's - and three of the 
original members are still going 
strong. The Orlons, Chiffons, 
Shangri-Las, Marvelettes and 
Martha and The Vandellas had 
substantial chart action from 
the early to mid-1960's. The 
Supremes dominated the Top 40 
from 1964 through the end of the 
decade; the group had an as- 
tounding total of twelve records 
which reached number one: 

However, there were some 
excellent, although often over- 
looked, female R&B vocal groups. 
Overlooked, that is, by the 
record buying public of the day 
and collectors today. Among 
these groups are The Enchanters 
(on Jubilee), Sugar-Tones, 
Hearts, Chantels, Deltairs 
Quintones, Sandetts, Claremonts 
and Tonettes (who were actually 
tne same group). It should be 
noted that certain of these 
groups had a male member. The 
versatile Miller Sisters made 
over fifteen records from 1955 
to the early 60's and backed 
several single artists - but 
they are primarily known for 
their first record HIPPITY HA on 
Herald. The Cookies on Atlantic 
later found fame as Ray Charles‘ 
Raelets. 

None of these groups, however, 
combined a long-run career with 
hit records and artistic excel- 
lence. The closest any fem 
group came to putting it all 
together was The Bobbettes, who 
recorded over twenty records 
from 1957 to 1974, placing five 
of them on the Billboard charts. 
On the following pages, you'll 
find their storym 


OWE, TWO,THREE. . « 


heré come THE BORbEttES |. 


Macho was the name of the game. In all of 
1950's R&B and R&R there were almost no female 
groups. Most girl singers were either soloists 
or in otherwise all-male groups. The only 
50's girl groups of any note were The Hearts, 
Peaches, Queens, Chantels, Shirelles and 
Bobbett The list is not exhaustive - minor 
groups, such as The Blossoms, Enchanter: 
Copesetics and Cookil also flourished (the 
last-named really making it big as Ray Charles’ 
Raelets). But the whole scene was, in truth, 
a “mean old man's world.” This is the story 
of one female group that placed their first 
record right up on top. 

The story of The Bobbettes begins in 1955 
in P.S. 109 at 99th Street and Second Avenue 
in Manhattan. Eight girls who were in the 
glee club and after-school playmates decided 
to form a group. Calling themselves The Harlem 
Queens, they started performing at amateur 
show: At the time they were between 11 and 
15S years old. Over the next two years three 
of the girls dropped out and The Harlem Queens 
then consisted of Emma Pought (rhymes with 
"bought" - alto), Jannie Pought (soprano), 
Laura Webb (tenor), Helen Gathers (alto), and 
Reather Dixon (baritone). Reather and Emma 
were the usual leads. 

They made the rounds of amatuer shows, 
making it to The Apollo. When they were booked 
on Herb Sheldon's TV show, they were “discov- 
ered" by James A. Dailey, who managed many 
local groups - including The Demens, Desires 
and Ospreys. Dailey liked their sound, but 
couldn't stand their name. To him, the "Harlem 
Queens" sounded like the name of a female 
motorcycle gang. Obviously a name change was 
in order. Laura's sister had just had a baby 
whom she'd named Chanel Bobbette. "Chanel" 
was out, being too much like “Chantels,” 
another newly-emerging female group. And so 
The Bobbettes were born. 

One of the songs The Bobbettes had been 
toying with was an original composition about 
a not-particularly-well-liked Sth grade teach- 
er, one Mr. Lee. Atlantic Records, to which 
manager Dailey had brought them, liked the 
song, but insisted that all the derogatory 
lyrics be changed. 

MR. LEE was re din June 1957 and was 
not an overnight smash, not appearing on Bill- 
board's R&B charts until late July. But then 
it took off, finally reaching #6 position and 
remaining for twenty-four weeks. 

The Bobbettes then started doing the 
Eastern theatre circuit grind. They lost out 
on club gigs since they were too young for 
most clubs to book. 

They continued recording for Atlantic for 
two years with little further success. The 
last recording they did for Atlantic was an 
answer to their original smash - I SHOT MR. 
LEE. However, Atlantic didn't see fit to re- 
lease it. At Atlantic, The Bobbettes did a 
ot of back-up work behind single artists such 
8 Ivory Joe Hunter and Clyde McPhatter. 

In 1960 they teamed up with Teddy Vann, who 
was production manager for Triple-X. The 
Bobbettes now re-cut I SHOT MR. LEE and the 
song started climbing the pop charts. Sudden- 
ly, Atlantic decided that maybe it was a 
mistake to keep their version in the can, and 
rushed it out too. Although both versions got 


ly Marv Goldberg 
Based on an interview with Reather Dixon Turner 


airplay, for once Atlantic lost out to another 
company. The next Triple-X release, DANCE WITH 
ME GEORGIE (not very far removed from DANCE 
WITH ME HENRY) also made the pop charts (with 
the old Dominoes’ tune HAVE MERCY BABY riding 
the flip). 

Then Dailey got them a contract with George 
Goldner, which resulted in releases on the End, 
Gone and Galliant labels. Other hits of the 
past were re-done - TEACH ME TONIGHT and OH MY 
PAPA, neither with any success. However, I 
DON'T LIKE IT LIKE THAT (an answer to Chris 
Kenner's I LIKE IT LIKE THAT) briefly made the 
pop charts. 

In 1961 The Bobbettes switched manage: 
from James Dailey to Joe Webb, Laura's brother. 
His first assignment was to untangle the com- 
plicated future contracts that Dailey had 
negotiated. He was unable to get out of the 
one with King, and two releases ensued. Around 
thi who had stopped 

ppearing with the group, also stopped record- 
ing with them. The Bobbettes have remained a 
quartet ever since. 

After King,two records appeared on Jubilee, 
and then The Bobbettes switched to the Diamoni 
label in 1962, At one session they provided 
back-up to Johnny Thunder for his hit of LOOP 
DE LOOP (Diamond 129). On their own recording 
of The 5 Keys' CLOSE YOUR EYES, they were 
backed up by The Chateaus (of DARLING, JE VOUS 
AIME BEAUCOUP fame), who coincidentally tour 
with Rudy West today as The 5 Keys. 

The Bobbettes made no recordings for the 
next three years, with the exception of LOVE 
THAT BOMB, part of the soundtrack from the 
1964 movie, “Dr. Strangelove." Then, in 1966 
they made one record, HAVING PUN for RCA. 

The last few years have seen The Bobbettes 
back on the scene doing some revival shows, 
club dates, and even a six-month tour of Eng- 
land. ‘Their most recent recordings have been 
for Joe Webb's Mayhew label. (BAD THING TO 
KNOW, a DJ rele is the same master as the 
previously issued LOOKING FOR A NEW LOVE.) 

The Bobbettes have been together for twenty 
years now (with but a single personnel change). 
How many groups from the 50's could boast that 
record. If that's not making it in a mean old 
man's world, what is?= 
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THE BOBBETTES (Ca. 1957) 

JANNIE REATHER BMA LAURA HELEN 
POUGHT WEBB GATHERS 


POUGHT 0IXON 


ATLANTIC 
1144 
1159 
1181 
1194 
2027 
2069 


TRIPLE-X 


104 
106 
END 
1093 
1095 
GONE 
5112 


GALLIANT 


1006 

KING 
5551 
5623 
JUBILEE 
5427 
5442 
DIAMOND 
133 


BOBBETTES DISCOGRAPHY 


MR. LEE/LOOK AT THE STARS 

SPEEDY/COME-A COME-A 

ZOOMY/ROCK AND REE-AH-ZOLE 

THE DREAM/UM BOW BOW 

DON'T SAY GOODNIGHT/YOU ARE MY SWEETHEART 
I SHOT MR. LEE/UNTRUE LOVE 


I SHOT MR. LEE/BILLY 
DANCE WITH ME GEORGIE/HAVE MERCY BABY 


TEACH ME TONIGHT/MR. JOHNNY Q 
I DON'T LIKE IT LIKE THAT/PT. 2 


I DON'T LIKE IT LIKE THAT/MR. JOHNNY Q 
(A GOLDNER LABEL) 
I CRIED/OH MY PAPA 


LOOKING FOR A LOVER/ARE YOU SATISFIED (WITH YOUR LOVE) 


MY DEAREST/I'M STEPPING OUT TONIGHT 


OVER THERE (STANDS MY BABY) /LONELINESS 
BROKEN HEART/MAMA PAPA 


TEDDY/ROW, ROW, ROW 


CLOSE YOUR EYES/SOMEBODY BAD STOLE DE WEDDING BELL 


YOU AIN'T SEEN NOTHIN' YET/ 


HAVING FUN/I'VE GOTTA FACE THE WORLD 


TIGHTEN UP YOUR OWN HOME/LOOKING FOR A NEW LOVE 


6/57 
10/57 
58 

58 

59 
60 


5/60 
60 


61 
61 


61 
61 


61 
62 


62 
63 


LATE 62 


63 


66 


712297(DJ COPY) BAD THING TO KNOW/PT. 2 (SAME RECORD AS "LOOKING 


861/862 


(BOT)LAURA WEBB, REATHER DIXON 


FOR A NEW LOVE") 
IT WON'T WORK OUT/GOOD MAN 


of 


GI A™ » 


THE BOBBETTES (Ca. 1965): THE BOBBETTES (Ca. 
(TOP)EMMA POUGHT, JANNIE POUGHT 16 (TOP)LAURA WEBB, JANNIE POUGHT 
(BOT)EMMA POUGHT, REATHER DIXON 
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THE VELOURS 


Based on an interview with Charles Moffett 


Onyx may not have been the 
greatest record label, but in 
terms of R&B vocal groups, it 
was one of the most faithful. 
Almost all its 20 releases were 
by vocal groups and there is 
even evidence in old trade maga- 
zines that Onyx made some efforts 
at promotion. True, there are 
familiar questions from artists 
whether they got full royalties - 
but from the listener, at least, 
Onyx deserves credit for releas- 
ing some good R&B. And its 
anchor group, with five records, 
was The Velours. 

Formed in 1956, The Velours 
cut some solid tenor-lead ballads 
for Onyx and other companies 
through the late 50's. The group 
never really broke up, in fact, 
although its members changed;and 
it is enoying success in Eng- 
land today as The Fantastics. 

The street corners of Brook- 
lyn's Bedford-Stuyvesant section 
spawned The Velours.The original 
quintet included Jerome "Romeo" 
Ramos (lead), John Cheetom(first 


tenor), Donald Haywood (second 
tenor), John Pearson (baritone) 
and the proverbial bass whose 


name no one quite remembers 

This group got a contract 
with the fledgling Onyx label 
and recorded material later 
issued as Onyx 501 and 508 - My 
LOVE COME BACK and ROMEO. 

Around the time the latter 
was released, in early 1957, 
there were some personnel chan- 
ges, as the bass left for 
college. Charles Moffett, who 
had sung in a church choir with 
John Cheetom, replaced the bass 
and a sixth man, Calvin Haynes, 
was added as piano player. 

The first recording by this 
unit became The Velours' biggest 
hit: CAN I COME OVER TONIGHT, 
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By Dave Hinckley 
Conducted by Marv Goldberg 


which broke onto the national 
charts in the summer of 1957. 

They followed with THIS COULD 
BE THE NIGHT later that year and 
REMEMBER the next year - but al- 
though both are popular with R&B 
fans now, they were not the 
strong sellers that CAN I COME 
OVER TONIGHT was. 

Although Charles Moffett now 
maintains Onyx didn't pay all 
the royalties the group was due, 
they stayed with it until the 
end. In fact, REMEMBER was its 
last release, as MY LOVE COME 
BACK had been its first. 

Onyx folded, apparently, only 
days after REMEMBER was released 
in February 1958. By this time, 
fortunately for The Velours, the 
group was in demand for both 
recordings and live appearances. 
They played the black theater 


circuit and the Brooklyn Para- 
mount with Alan Freed. They had 
done a three month nightclub 


tour. They played out west, down 
in the Carolinas and even in 
Mexico, Moffett recalls. 

So it didn't take long after 
Onyx had folded for the group to 
find a new label: MGM, which had 
also purchased the Onyx masters. 
MGM quickly released REMEMBER on 
its short-lived Orbit subsidiary, 
then, two months later, issued 
it again on its longer-lived Cub 
label. 

Meanwhile, The Velours were 
cutting new material for MGM, 
having added a sixth singer,Troy 
Keys (another tenor). In August 
CRAZY LOVE/I'LL NEVER SMILE 
AGAIN was issued on Cub. It was 
not a big seller,and The Velours 
only had one more Cub issue, 
BLUE VELVET, recorded after 
Keith Williams (a tenor, of 
course) had replaced Keys. 

Signing with the larger MGM 


label obviously had not insured 
success for The Velours. Perhaps 
part of the reason is that des- 
pite some good releases, MGM was 
not an R&B-oriented label. 
Eventually The Velours began to 
feel under-promoted; Moffett, in 
fact, suggests treatment like 
MGM's eventually convinced him 
to quit singing. 

Nonetheless, the group did 
remain together until its MGM 
contract expired around late 
1959, at which time they dida 
little-known record, I PROMISE, 
for the Studio label and then 
signed with George Goldner. He 
had three labels at the time, 
and one Velours' record was 
issued on each - CAN I COME OVER 
TONIGHT on Gone, SWEET SIXTEEN 
on Goldisc, and LOVER COME BACK 
on End. There were some local 
sales success, but nothing na- 
tional, and when their Goldner 
contract expired in 1961, they 
stopped recording. 

Moffett, disillusioned, left 
around this time, as did Keith 
Williams and John Pearson - the 
latter to become road manager 
for The Flamingos. But Ramos, 


Haywood and Cheetom stayed to- 
gether and added a fourth,Alfred 
Pitts, who made it an all-tenor 
group. 

As the 60's rolled along,they 
changed their name to The Fan- 
tastics and found their new 
generation of fans. Before that, 
however, in 1967, they had one 
final release as The Velours on 
MGM: DON'T PITY ME. It was re- 
corded in 1967, possibly under a 
new MGM deal. 

The Onyx years were probably 
the R&B prime of The Velours: 
they had voices, harmony, style 
and material. Their arrangers 
were Haywood and a friend of 
Pearson's, John Brizant of The 
Strangers. They had the Sammy 
Lowe band, which understood that 
being unobtrusive is often a key 
to good R&B backing. 

It's fairly clear, in other 
words, that the Onyx label,small 
and underfinanced as it surely 
was, knew something about its 


product. It's too bad the label 
and its groups, including The 
Velours, couldn't have had a 


little more to show for itm 


THE VELOURS DISCOGRAPHY 


ONYX 
501 MY LOVE COME BACK(JR)/HONEY DROP (DH) 1956 
508 ROMEO(JR)/WHAT YOU DO TO ME 1957 
512 CAN I COME OVER TONIGHT (JR) /WHERE THERE'S A WILL (DH) 5/57 
515 THIS COULD BE THE NIGHT (JR)/HANDS ACROSS THE TABLE (JR) 1957 
520 REMEMBER(JR)/CAN I WALK YOU HOME (JR) 2/58 
ORBIT (SUBSIDIARY OF MGM) 
9001 REMEMBER(JR)/CAN I WALK YOU HOME (JR) 2/58 
i (SUBSIDIARY OF MGM) 
9014 CRAZY LOVE(JR)/I'LL NEVER SMILE AGAIN (TK) 8/58 
9029 BLUE VELVET (KW)/TIRED OF YOUR ROCK & ROLLIN' (KW) 
STUDIO 
9902 I PROMISE(KW)/LITTLE SWEETHEART (KW) 1959 
GONE 
5092 CAN I COME OVER TONIGHT (JR) /WHERE THERE'S A WILL (DH) 1960 
GOLDISC 
3012 SWEET SIXTEEN (KW) /DADDY WARBUCKS (DH) 1960 
END 
1090 LOVER COME BACK(JR)/THE LONELY ONE (JR/KW) 1961 
MGM 
13780 DON'T PITY ME /I'M GONNA CHANGE 1967 


LEADS: JR = JEROME RAMOS; 
TK = TROY KEYS; 


DH 
18 KW 


DONALD HAYWOOD; 
KEITH WILLIAMS 


THE VELOURS (1957): 


CHARLES JOHN 
MOFFETT PEARSON 


DONALD JEROME 
HAYWOOD RAMOS 


CALVIN 
HAYNES 


JOHN 
CHEETOM 


THE VELOURS/FANTASTICS (Ca 1965): 
JEROME ALFRED DONALD 
RAMOS PITTS HAYWOOD 


JOHN 
CHEETOM 


FANTASTICS DISCOGRAPHY 


MGM (THE RECORD NUMBERS GIVEN ARE ENGLISH NUMBERS) 
1434 BABY MAKE YOUR OWN SWEET MUSIC/WHO COULD BE LOVING YOU 5/68 
DERAM 
264 FACE TO FACE WITH HEARTACHE/THIS MUST BE MY RAINY DAY 6/69 
283 WAITING ROUND FOR HEARTACHES/ASK THE LONELY 1/70 
334 FOR OLD TIMES' SAKE/EXODUS MAIN THEME 1/71 
BELL 
1141 SOMETHING OLD, SOMETHING NEW/HIGH AND DRY 3/71 
1162 SOMETHING WONDERFUL/MAN MADE WORLD 6/71 
45,157 (LOVE ME) LOVE THE LIFE I LEAD/ (AMERICAN BELL) 
45,279 THE BEST OF STRANGERS NOW/ (AMERICAN BELL) 
POLYDOR 
2027-004 BABY MAKE YOUR OWN SWEET MUSIC/WHO COULD BE LOVING YOU 8/71 


(THANKS TO ALAN BETROCK AND STEVE KOLANJIAN (OF AWARE MAGAZINE) FOR 
1 


RD_ MAGAZINE 
its second year with 
interviews, letters and label 
discographies of the Rock 'n' 
Roll era of the 1950's and early 
1960's -- mailed First Class in 
USA & Canada -- for $1.25. Some 
back issues still available. 
Write: PAUL BEZANKER, P. O. Box 
14241, Hartford, Connecticut 
06114, U.S.A. 


- starts 
artists, 
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FOR SALE: Blues, R&B, vocal 
groups, Rockabilly, C&W, Pop. 
45's, 78's,and LP's. Set prices; 
list free. VICTOR PEARLIN, 80x 
199A Greendale Sta. Worcester 
01606. 


OTHER 


THE, HEARTBREAKERS _ «21:0: 1) 00 


The Heartbreakers were a four-man group, 
consisting of lead (tenor) Paul Himmelstein, 
first tenor Henry "Stoney" Jackson, first and 
second tenor Bobby "Count" Higgs and baritone- 
bass Henry "Rocky" Eli. 

In the 50's, there was a big demand for 
child performers; talent scouts would go from 
building to building, in search of talented 


youngsters. One such scout discovered Paul 
Himmelstein, in 1952. This led to a TV show 
called “Talents For Tomorrow” on New York's 


channel 11. On June 21, 1952, Paul appeared 
at the Palm Gardens located at 306 West 52nd 
Street, in a show put on by the Artists Guild 
of America. The following year, November 16, 
1953, Paul Himmelstein appeared on a TV show 
called "New York Auditions," also on channel 
11. Contestants performed and the winner was 
to be picked over the phone by Ed Sullivan. 
Mr. Sullivan called and chose Paul Himmelstein 
the winner of the contest. The next day Paul 
appeared on the Ted Steele Show, also on 
channel 11. On December 8, 1953, Paul audi- 
tioned for Ted Mack's Original Amateur Hour. 
On February 28, 1954, Paul sang as a guest on 
"Your Big Chance," a channel 7 show. The next 
audition was for Paul Whiteman's TV Teen Club. 
By that time, Paul had joined The Heartbreak- 
ers, in 1954; he had quite an impressive 
singing background. 

Paul Himmelstein first met The Heartbreakers 
one evening in 1954, in the school center of 
P.S. 40, in the Bronx. Paul's reputation as a 
singer prompted the group to invite Paul to 
join them. Paul Himmelstein was 13 years old 
at the time. The rest of the group ranged in 
age from 16 to 17 years. Paul and The Heart- 
breakers came from Jennings Street and 
Prospect Avenue near Boston Road in the Bronx, 
around the corner from The Chords. 

I first met Paul Himmelstein in 1955, while 
attending Morris High School located at 166th 
Street and Boston Road, in the Bronx. Paul 
always dressed sharp and was very popular, 
especially at lunch time, when we would sing 
group hits of the day, such as AT MY FRONT 
DOOR, MY DEAR and DOWN THE ROAD. There were 
many good singers attending Morris High School 
like Robert Mitchell of "Robert and Johnny" 


fame, Dean Barlow and The Crickets, The 
Mellows, and Donald Redd of The Twilighters 
(on MGM) (he was the brother of Gene Redd of 


The Fi~Tones) and Arlene Smith and The Chan- 


tels. Paul and I sang almost everyday for six 
months, until I left high school to work, in 
1956. 


The Apollo Theatre on 125th Street, in 
Harlem, held an Amateur Night contest every 
Wednesday night. The Heartbreakers took first 
prize four weeks in a row. One of the songs 
which helped them win was COME BACK MY LOVE. 
The management of The Apollo Theatre wanted to 
put out an album including COME BACK MY LOVE. 
They paid Paul and The Heartbreakers $40.00 
apiece for this right. 

After their Apollo engagement The Heart- 
breakers got themselves a manager named 
Alfonso Elliston, who was married to Shirley 
Ellis (of THE NAME GAME fame). 

Vik Records, a subsidiary of RCA Victor, 
signed The Heartbreakers to a contract,calling 
for four releases a year. ‘The first release 
was WITHOUT A CAUSE, which was recorded on the 
first take. This was backed with ONE, TWO, I 
LOVE YOU. WITHOUT A CAUSE was written by Paul 
Himmelstein and Henry Eli. 


In 1957, Alan Freed had a great show at The 
Paramount Theatre on Broadway. Among the 
groups were The Platters and The Teenagers. 
Paul stopped back stage to his friend 
Rupert Branker, The Chords’ former pianist ,who 
was backing The Platt on the 
Rupert played Paul's record for Alan Freed,and 
Paul was invited to Alan's next show at The 
Brooklyn Paramount. While Paul Himmelstein 
was back stage, Frankie Lymon asked him about 
a high note he had hit on ONE, TWO I LOVE you. 
Paul told Prankie that on the recording date, 
he had a cold and that Henry Jackson had 
switched places for that part. Frankie Lymon 
said, “If I'd had a cold, I wouldn't have sung 
that day." Paul replied that Frankie was 
already a star, while he was just starting. 

I attended that next Alan Freed Show at The 
Brooklyn Paramount. Near the end of the show, 
Alan Preed introduced a group that had taken 


first prize at The Apollo Theatre Amateur 
Night four weeks in a row. Much to my sur- 
prise, Paul and The Heartbreakers came out and 


Sang up a storm. There were many great groups 
at that show, but I must say, I enjoyed them 
the most. 

WITHOUT A CAUSE was a hit in Philadelphia. 
This led to two appearances on Dick Clark's 
American Bandstand TV show. The first show 
was aired just in Philadelphia; the second in 
New York as well. 

The Heartbreakers received a royalty check 
of $40.00 per man for their recording of 
WITHOUT A CAUSE. LOVE YOU TIL THE DAY I DIE 
backed with MY LOVE was recorded next, but to 
The Heartbreakers' knowledge was never re- 
leased. 

Many great lead singers (Clyde McPhatter, 
Jackie Wilson, Frankie Lymon) had left their 
groups and were now recording as single 
artists. Vik Records realizing that single 
artists were taking over,got The Heartbreakers 
manager, Alfonso Elliston, to talk to Paul 
about recording asa single. Paul refused, 
telling Alfonso that he was part of a group, 
who were also his friends 


After a few more tries, Vik Records gave up 
on the group. I've heard a lot of reasons for 
groups breaking up, but never for loyalty. 


Paul probably could have gone on making rec— 
ords and appearances but stayed true to his 


group, which is what Vik Records should hav 
dones 
HEARTBREAKERS DISCOGRAPHY 
VANGUARD 
LP 9006 A NITE AT THE APOLLO 1956 
LP 9093 COMEDY NITE AT THE APOLLO 1960 
(A REISSUE OF LP 9006) 
“COME BACK MY LOVE" IS FEATURED ON BOTH 
ABOVE LP'S. 
vax 
0261 WITHOUT A CAUSE/ 1957 
ONE, TWO, I LOVE YOU 
0299 LOVE YOU TILL THE DAY I DIE/ 1957 
MY LOVE 


a 
“SEROFF AUCTION" GOES INDEPENDENT, 


better not miss my pri ction mailing of 
Beatles, Hot Rockers, R&B vocal groups, early 
50's labels, Blues, Pop & Country -- 45 RPM & 
33-1/3 RPM ONLY New List includes Tony 
Sheridan & Beat Brothers - Decca 31382 (N-). 
DOUG SEROPF, Box 506, RT. 3, Goodlettsville, 


Tennessee 37072. 


HENRY BOBBY 
JACKSON HIGGS 


THE HEARTBREAKERS: 
(TOP) PAUL HIMMELSTEIN 
(BOT)HENRY ELI, HENRY JACKSON, 
BOBBY HIGGS 
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ADDI+IONS « CORRECTIONS 


From Ed Osborne, the follow- 
ing total confusion concerning 
release dates for early Red Caps! 
records. It seems that along 
with releasing them on different 
labels simultaneously, with the 
same numbers, Joe Davis wasn't 
fussy if a high number was re- 
leased before a low one. Ed has 
researched the problem in 
Billboard and has come up with 
the following release years: 

1944: 7115-7124, 7130 (7115- 
7118 were released later 
in the year than most of 
the others) 


1945: 7125-6, 7131-3, 7135(12/ 
45), 7136 (earlier than 
7135), 7220 

1946: 7127-9, 7134, 2101(3/46) 
2102 


(Those not listed here were 
not advertised,so precise dating 
isn't known.) 

Two of the titles in the 78 
RPM album ("The Five Red Caps" — 
1946) were incorrect. Delete I 
LEARNED A LESSON I'LL NEVER FOR- 
GET and WORDS CAN'T EXPLAIN and 
substitute SPELLBOUND & I DIDN'T 
MEAN TO BE MEAN TO YOU. 

An additional BonBon & The 
Red Caps Trio record ise Davis 
7191 DON'T BE ANGRY WITH ME/ 
CAN'T YOU SEE. The Red Caps 
signed with Mercury in December, 
1946 and their first release was 
#5011 YOU CAN'T SEE THE SUN WHEN 
YOU'RE CRYIN'/BLESS YOU (FOR 
BEING AN ANGEL) - 1/47 (Change 
the date of #8038 to 1947). 
Thanks Ed. 

Additionally, RCA 47-4076 
should read D'YA EAT YET, JOE 
and 47-6345 is from 1955 (from 
Ferdie Gonzalez). 


Other Red Caps' additions 
were provided by Bob Gallo and 
Eddie Reardon. Bob has ITTY- 


BITTY/I WANT TO BE LOVED 
101 - 1958 - with June Henry on 
the "Loved" side) and BLUEBERRY 
HILL (sax solo by Emmett Mathews)/ 
POOR POOR ME (lead: George Tind- 
ley) (Stage 3001 - 1959 or 1960). 

Eddie sends us ABC Paramount 
10105 - I WENT TO YOUR WEDDING 


(HiLo 


and Mercury 5380 I'LL NEVER LOVE 


ANYONE ELSE (1950). Anyone know 
the flips? 

The RCA files contained an 
interesting surprise for 5 Keys' 
fans. There was a session, 
hitherto unknown, done not only 
at an RCA studio, but for RCA 


itself. Recorded on July 1,1954, 
and assigned master numbers 
E4HB-4731 through 4734, the 
titles are I'LL FOLLOW YOU, WHEN 
WILL MY TROUBLES END, LAWDY MISS 
MARY (written by Chuck Willis) 
and TEETH AND TONGUE WILL GET 
YOU HUNG. None of the sides 
were ever released. 

And The Drifters' 
grows. Mike Luvara submitted an 
End Records' blurb from the Dec- 
ember 12,1959 issue of Cash Box. 
Along with The Flamingos' I WAS 
SUCH A FOOL and The Imperials' 
SHIMMY, SHIMMY, KO-KO BOP, there 
is a little ad for GEE by "The 


discography 


Harmony Grits (formerly The 
Original Drifters) ." Jim Davis 
checked this out with Bill 


and it's confirmed that 
The Original Drifters (at the 
time Pinkney, Andrew Thrasher, 
Gerhart Thrasher and David 
Baughan) made two records as The 
Harmony Grits: 


Pinkney 


END 1051 I COULD HAVE TOLD YOU 
AM I TO BE THE ONE 
END 1063 GEE/SANTA CLAUS 

COMING TO TOWN 
(GEE is The Crows' 


Is 


song.) 


We'll get it right yet, 
Ferdie. The Red Caps‘ Beacon 
7220 should read GET OFF OF THAT 
KICK. 

Some more Hollywood Flames' 
listings for those who haven't 
had their fill yet: 

Cash 1031 LET'S LIVE TOGETHER 
AS ONE/THE TRUTH HURTS (CA 4/56) 
by Bobby Byrd and The Birds is 
actually The Flames. 

The Voices on Cash were an 
early Bob and Earl teaming. 
Bobby Byrd and Earl Nelson are 
heard, with Bobby overdubbing a 
third voice. They're from mid 
to late 1955: 


Cash 1011 TWO THINGS I 
WHY 

Cash 1014 HEY NOW / MY LOVE 
GROWS STRONGER 

Cash 1016 SANTA CLAUS BOOGIE/ 


SANTA CLAUS BABY 
BITS PF cE: 


= Marcia Vance 

Lloyd Price recording again. 
This time out on Don Records 
with WHAT DID YOU DO WITH MY 
LOVE........Jimmy Beaumont & The 
Skyliners' newest is THE DAY THE 
CLOWN CRIED on Drive...The Dells 
will be doing the movie score to 
“No Way Back" scheduled for re- 
lease sometime during the summer 
General Johnson (Lead of Showmen 
of IT WILL STAND fame) now on 
Arista with WE THE PEOPLE.... 
Chelsea Records will be releas- 
ing about 200 gospel albums 
within the next year - all pro- 
duct of Vee Jay and Bee Gee 
Records. First albums should be 
out around now.....All Platinum 
doing the right thing and re- 
leasing some dynamite stuff from 
the Chess/Checker catalogue. 
First R&B product out will be 
double albums from The Moonglows 
and The Flamingos. A third 
double album will be mixed 
groups.......Arthur Gunter (BABY 
LET'S PLAY HOUSE) passed away 
recently......The Coasters (Carl 
Gardner's group) currently out 
on Wicked with JUST DON'T TALK 
ABOUT IT.....Wilbert Harrison on 
Fury with (JUST GOT TO HAVE SOME) 
MONEY HONEY 


LOVE/ 


Available......Again! "Atlantic 
Master Book #1" (second printing) 
The first five years of a great 
record company. Over 1,000 
listings. 44 pages, 8 x 11, 
paperbound. Same terrific 
orange cover - new price: $4.50 
postpaid from PETER GRENDYSA, 
9708 Caddy Lane, Caledonia, Wis- 
consin 53108. 
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STAMPED ENVELOPE 


RK KR RK RRR EKER K ERR RR RK RR RK 


I HAVE A BIG WANT LIST OF SOUL & 
DISCO SOUNDS (OLDIES). SEND ME 
YOUR NAME AND ADDRESS IF YOU ARE 
A DEALER OR COLLECTOR WHO IS 
INTERESTED IN RECEIVING A COPY. 


I WILL TAKE ANY RECORD IN QUAN- 
TITY, WHERE POSSIBLE. 


DO YOU HAVE A SALE LIST OR 

CATALOGUE OR AUCTION LIST YOUR- 

SELF? IF SO, PLEASE SEND ME A 
COPY!! 


WRITE TO: 


ROBERT VAN DEN HOVE 
41 Nekkersvijverstraat 
9110 St. Amandsberg 
Belgium, Europe 
x x Kk kK Ke KKKKKKKKKKKKKK 


DUE TO THE HIGH COST OF POSTAGE, 
WE AT YESTERDAY'S MEMORIES MUST 
INSIST THAT ALL THOSE WHO WRITE 
TO US, ENCLOSE A SELF-ADDRESSED 
IF THEY WANT A 
REPLY. SORRY FOR THIS INSISTENCE 
BUT IT'S BECOME A NECESSITY. WE 
KNOW YOU'LL UNDERSTAND. 


ee 


WHRLIy’p:st 


SPECIALIZING IN RECORDS 
OLD & NEW 


WE BUY RECORD COLLECTIONS 


SEND US YOUR WANT LISTS! 


230 MAIN STREET 


FARMINGDALE, N.Y. 11735 
(516) 694-1145 
HOURS: 
MON - THURS 11-6 FRI TILL 9 


SAT 11-6 


Our Name Tells Our Story 


1723 LAKE STREET 
SAN MATEO, CAL. 94403 


THE COLLECTORS’ ONE STOP 


Write For Our Free Catalogue 


